Past research leaves no doubt that music is an effective medium for communication.
As stated previously, there is a commonly held belief that film music is not to be heard (Burt 1994; Gorbman 1987) . Instead, it is believed to fulfill its role in communicating the underlying psychological drama of the narrative at a subconscious level (Lipscomb 1989) . There is, however, certain music that is intended to be heard by the audience as part of the cinematic diegesis, i.e., "the narratively implied spatiotemporal world of the actions and characters" (Gorbman 1987, p. 21) . This "world" includes, of course, a sonic component. Therefore, all sounds -including music -that are understood to be heard by characters in the narrative are referred to as diegetic, while those that are not part of the diegesis (e.g., the orchestral score) are referred to as nondiegetic. This would suggest that diegetic music is more likely to be processed at the conscious level while nondiegetic music might remain at the subconscious level, though research is needed to determine whether this is true, in fact. It is worth noting also, that the source of diegetic sound can be either seen or unseen. Michel Chion (1990 Chion ( /1994 ) distinguishes these two types of diegetic forms using the terms "onscreen" and "offscreen," respectively (pp.
76-78).
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The role of music communication in cinema Pre-Press version : July 7, 2004 Two extant models related to the role and function of film music are worthy of consideration. Gorbman (1987) compiled a list of principles for composition, mixing, and editing in the "classical" Hollywood film, emphasizing primarily the period between the late 1930s and 1940s and based on the scores of Max Steiner, composer of more than three hundred film scores (Thomas 1991 ), including King Kong (1933 ), Casablanca (1943 , and Gone With the Wind (1947) . The seven principles were considered by Gorbman as "a discursive field rather than a monolithic system with inviolable rules" (p. 73). Table 1 contains six of the seven principles quoted directly from Gorbman's text. To confirm her intention that none of these principles was to be considered sacrosanct, the seventh principle states that "a given film score may violate any of the principles above, providing the violation is at the service of the other principles" (Gorbman 1987, p. 73) . Though the present authors would question the subordination of the musical component to image and dialogue, as stated in the "inaudibility" principle, many aspects of this model will be incorporated into our own list of film music functions.
The second model is one proposed by Nicholas Cook (1998), conceived for the express purpose of analyzing musical multimedia. Like the present authors, Cook takes issue with the oft-stated "fact" that music plays a subsidiary role to the image; what he refers to as "the deceptive translucency of music" (p. 21). Not content to settle for Gorbman's classification of the music-image and music-narrative relationship as "mutual implication" (Gorbman 1987, p. 15), Cook suggests considering the various roles played by these components in terms of denotation and connotation. He explains that "words and pictures deal primarily with the specific, with the objective, while music deals primarily with responses-that is, with values, emotions, and attitudes…. the connotative qualities of the music complement the denotative
The role of music communication in cinema Pre-Press version : July 7, 2004 qualities of the words and pictures" (p. 22). Cook sets forth three basic ways in which different media can relate one to another: conformance, complementation, and contest. Predicated upon the identification of similarities and differences between the component media, the model provides a two-step process for determining the existing relationship. The initial stage, identified as the "similarity test," involves the determination of whether component media are consistent with one another. To apply this test to a motion picture, one would ask "Is the same information being presented via both the auditory and visual modalities?" To use Cook's terminology, we are asking whether the music and image are consistent or merely coherent, i.e., providing a variant meaning or differential elaboration. Ultimately, if we can state that the relationship is invertible without changing the perceived meaning (i.e., it is equally valid to say that the music projects the meaning of the image or the image projects the meaning of the music), then the multimedia example has passed the similarity test and the relationship exhibited is one of conformance. In those instances where component media are determined to be coherent rather than consistent (i.e., failing the similarity test), one moves to the second step of the model: the "difference test." The answer to this query determines whether or not the inter-media relationship is one of contradiction in which the meanings of the component media are in opposition one to another, producing a collision or confrontation. If such contradiction exists, the relationship is one of contest. Otherwise, the relationship is one of complementationneither consistency nor contradiction -in which the various media "are generally aligned with one another and share the same narrative structure, but each medium elaborates the underlying structure in a different way" (Cook 1998, p. 102 ). Cook's model has proven quite useful, both as an analytical tool and as a means of providing a consistent and coherent vocabulary for the discussion of dynamic inter-media relationships.
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